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PAINTINGS. 


I 
A. DURER (after). Lhe Feast of the Rose-Garlands. 


Photogravure from an old copy, perbips by Jobann ‘Rottenhammer, formerly in the Palazzo Grimani- 
Spago, Uenice: now the property of A. W. Miller, Esq., Woodlands, Sevenoaks, Kent. 
(62 X 76in.) 


HE original, painted in 1506 for the Church of San Bartolommeo, Venice, was 
purchased about 1600 by the Emperor Rudolph II., and is now the property 
of the Monastery of Strahow, Prague. It has been greatly damaged and 


restored. 


The Virgin is placing a rose-garland on the head of the Emperor 
Maximilian I., while the Child on her lap is about to crown the Pope Julius II. The persons 
kneeling to left and right, behind the Pope and Emperor, represent the clergy and the laity. 
St. Dominic, to the left of the throne, is crowning a cardinal (probably Domenico Grimani) with a 
rose-garland. Two cherubs hold a richly-jewelled crown over the Virgin’s head. The angel at 
her feet, playing a lute, shows the influence of Giovanni Bellini on Durer. The artist has intro- 
duced his own portrait under a tree to the right of the picture, holding a sheet of paper in 
his hand. 


A further account of the original and the copy is given on another page. 


II. 


A. Durer. Portrait of a Man, 1521. 


Photogravure from the picture in the Prado Gallery, Madrid, No. 1317. (19% X 14in.) 


This is generally regarded as the finest of Durer’s portraits, and shows a wonderful power 
of expressing character. | Thausing believes the person represented to be Hans Imhoff (1461-1522), 
the famous Nuremberg banker. In that case Durer must have painted the portrait in the autumn 
of 1521, after his return from the journey in the Netherlands, perhaps in part payment of the 
money which he owed to Imhoff. Most later critics (¢.g.,M. Henri Hymans, ‘‘Gazette des Beaux- 
Arts,” October, 1893, p. 340; Mr. Lionel Cust, “ Portfolio,” January, 1897, p. 86), arguing from _ its 


resemblance to the portrait of Barend van Orley in the Dresden Gallery, regard it as one of the 


portraits which Durer is known to have painted at Antwerp in the spring and early summer of 1521. 


DRAWINGS. 


UL. 
A. Durer. Portrait of Himself at the age of 13. 


Collotype (reduced) from a silver-point drawing (10% x 7*%in.) im the Albertina Collection, Vienna. 


oe am EIS is the earliest portrait of Durer, and the earliest authentic work by his 


hand, which we possess. He has written on the drawing at a later time: 
“Das hab ich aus eim Spiegel nach mir selbs kunterfet im 1484 Jahr, do ich 
noch ein Kind was.—Albrecht Durer.” (This portrait I drew from a mirror 
after myself, in the year 1484, when I was still a child.) 

A good copy of the drawing by a German artist, also in silver-point, repeating the above 


inscription, and itself dated 4th February, 1576, is in the British Museum. 


IV. 
A. DURER. ‘Memento Mei.” Death riding. Signed and dated 150s. 


Reproduced from a charcoal drawing (84% x 10%in.) im the ‘British Museum (purchased 1895), formerly 
in the collections of Sir J. C. ‘Robinson and Mr. John Malcolm of Poltalloch. 


N2 
A. DURER. The Death of Orpheus. Signed and dated 1494. 


Reproduction executed for “Dr. Lippmann’s edition of “Durer’s “Drawings (Vol. Il., No. 159) from a pen 
and sepia drawing (11% x 8%in.) im the Kunsthalle, Hamburg; formerly in the Ayrer (16th 


century), Sandrart (17th century), and Hargen Collections. 


Orpheus kneels with his legs wide apart, resting his right hand on the ground, and attempts 
to patry with his left hand the blow of a club which one of the Thracian women brandishes on 
the right. Another woman, on the left, unseen by Orpheus, is aiming a blow at him from the 
back. A frightened child is running away to the left. The lyre is on the ground, a book of 
music hangs from a bough of the tree behind the poet, and on a scroll among the foliage is his 
name and title. 


The drawing belongs to the year 1494, in which Durer was carefully studying Italian art, 


whether it be true or not that he paid a first visit to Venice at that time. The accurate copies of 


two famous engravings of Mantegna, the “Battle of the Sea Gods,” and the “ Bacchanals,” which 
he made in that year, are preserved in the Albertina. In this case the entire group of four 
persons is copied from an anonymous North Italian engraving showing indirectly in the antique 
drapery the influence of Mantegna, of which only one impression is extant, in the Kunsthalle at 
Hamburg (see reproduction, Fig. 1). Durer has ennobled the faces and improved the drawing of 
the figures, and has made the whole composition truly his own by the harmonious landscape and 
the beautiful ‘grove of beech and oak which now forms the background of the design. The wild 


fig tree on the left, which curves. in harmony with the lines of the woman’s club to the right of 


Fig. 1. THE DEATH OF ORPHEUS, from a North Italian engraving. 


the design, was perhaps suggested by the tree which grows out of the rock in.Mantegna’s large 
~“Entombment,” but the other trees and shrubs are the result of minute observation of nature, and 
the beautiful group which they compose was used later by Durer in his engravings, and copied again 
and again by Marcantonio. Durer has placed a lyre, instead of a lute in the foreground, perhaps 
as more in keeping with the classical spirit of the design, or simply for the sake of its curving lines. 

The attitude of Orpheus, and the action and costume of the Thracian women in the Italian 
engraving, offer many analogies to a drawing of the “Death of Orpheus” in the volume of 
drawings on vellum by some artist closely connected with Mantegna, in the possession of the Earl 


of Rosebery. In this, however, the child, instead of running away, is armed with a club, and 


joins the indignant women in the assault upon their common enemy. The relation of this drawing 


to the engraving is not clear, for there is nothing to determine the priority of date. 


appear that Durer was acquainted with the drawing. 


It does not 


We shall return once more to Diurer’s 
“Death of Orpheus” in describing his engraving, “Hercules” or “ Jealousy.” 
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Fig. °2. 


THE DEATH OF ORPHEUS, from a drawing formerly attributed to Mantegna. 


VI. 
Head of a Cherub. 


A. DURER. 


Signed, and dated 1506. 
Reproduction executed for Dr. Lippmann’s edition of Durer’s Drawings (Vol. II.,No.114), from a charcoal 


drawing, heightened with white, on bluish paper (10% x 9¥in.), in the Kunsthalle, Bremen. 


A strip 
of paper has been added to the left side, and the continuation of the drawing is by another hand. 


SN 


The drawing was made at Venice, and was probably a study for one of the cherubs in the 


“Feast of the Rose-Garlands,” though none of the heads in the picture follow this design closely. 


VIL. 
A. DUreR. Head of a Boy. Signed, and dated 1508. 


‘Reproduced from the original drawing in pen and ink, heightened with white, on a greenish-blue prepared 


ground (10% x 8%in.), i the collection of the Hon. A. E. Gathorne-Hardy, London. 


This fine drawing, which has not been reproduced before, does not appear to be a study 
for any extant subject. The reproduction of the drawing is very accurate, but it has been impossible 


to copy all the gradations of tint in the ink and paper. 


VIII. 
A. DoreR. Lhe Minster, Aachen. 


Reproduced from the original silver- point drawing (5 x 6%in.), a leaf from the Netherlands Sketchbook, 
in the ‘British Museum, from the Malcolm Collection (purchased 1895), formerly in the Grabl 
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Collection, inscribed: “zw ach das miunstr. 


Durer was at Aachen 7-26th October, 1520, and witnessed the coronation of Charles V. on 
23rd October. This view of the Cathedral and its surroundings was taken from the Coronation 
Hall. “Ich hab unser Frauen Kirche mit weiterm Umschweif conterfet,” is the entry concerning it 
in Durer’s Journal. A similar sketch of the Rathhaus .is at Chantilly. A beautiful drawing of a 
mastiff, in the British Museum, and portraits of Caspar Sturm, Paul Topler, and Martin Pfintzing, in 
various collections, all belong to the time of the visit to Aachen. 

The reproduction is very accurate. The paper, however, is rather more pink than the 


prepared ground of the original, and the metallic quality of the lines could not be copied. 


ENGRAVINGS. 


IX. 


School of Andrea Mantegna. 


Portraits of Ludovico Gonzaga (1414-1478), Second Marquis of Mantua, and bis wife “Barbara of 


Hohenzollern, daughter of John, Elector of Brandenburg. Facsimile from the orignal engraving 


(4% x 6%in.) in the British Museum. 


LTHOUGH this engraving has not the spontaneity and vigour of Mantegna’s 
own work with the burin, it is, no doubt, from a picture by him and 
engraved by an artist trained in his school. A picture representing the same 


two persons, and greatly resembling this print, was formerly in the Hamilton 


collection and is now in the Cernuschi collection at Paris. It is seriously 
damaged, and probably not by the hand of Mantegna himself. The Marquis and his wife may 
be seen in plainer costume, but with the same head-dress, in the frescoes of the Gonzaga family by 


Mantegna, finished in 1474, in the Castello Vecchio at Mantua. 


X, 


A. Durer. Hercules, Jealousy, or the Great Satyr, 2. 73. 


Facsimile by the Imperial Press, Berlin, from the impression tn the ‘Berlin Cabinet, formerly t™m_ the 


St. Aubyn Collection. (12% x 84in.) 


‘This engraving belongs to a group of subjects, engraved about 1497-1500, which show 
Durer strongly under the influence of the antique. The subject most nearly allied to this is the 
‘““Meerwunder,” or “Rape of Amymone.” 

We know too little of the literary sources from which German humanists drew their 
notions of antique myths at the beginning of the Renaissance, to explain all the details which 
appear grotesquely incongruous with classical tradition. 

The meaning of this design especially remains obscure, in spite of the many attempts which 
have been made to elucidate it. “The Great Satyr” is a title which explains nothing, and merely 
serves to distinguish it from the small “Satyr Family.” Vasari describes it as “Diana _ inflicting 
punishment on one of her nymphs, who is flying for shelter to the bosom of a satyr.” He adds 


that Durer’s real motive was to show his mastery of the nude, which is true enough as far as it 
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goes. The title “Jealousy” has been given by various critics with several different interpretations, 
suggested by the supposed symbolism of the horns and cock on the head of the man whose 
back is turned. The truest account of the cock, according to the symbolism of Durer’s time, is 
that which explains it as the emblem of one of the seven deadly sins, Luxuria. 

It is generally taken for granted that this is the subject described by Durer himself as 
“Hercules,” and, if so, the only possible allusion is to the story of Nessus and Deianeira. There is 
plenty of evidence to show that German humanists did not distinguish between a satyr and a 
centaur. Ephrussi takes the pair on the left to be Nessus and Deianeira (though the acquiescence 
of the latter is hard to reconcile with any version of the myth), and their assailants to be 
Hercules and ole, while the child would be Hyllus. But the details are as difficult to explain 
consistently as they are in the large early woodcut with the inscription “ Ercules,” which may after 
all be the “Hercules” of the Netherlands Journal, though the context certainly implies an engraving. 

The latest interpretation, abandoning the title “Hercules,” sees in the reclining couple Jupiter 
and Anlicee 

A glance at the facsimile of the drawing of 1494, the death of Orpheus, will show how 
Durer has turned his early studies to an entirely new purpose. The group of beech trees, the 
woman with uplifted club, the frightened child (now with a bird in its hand), are all retained, but 
adapted with such perfect skill to their new surroundings that they have no look of being borrowed. 
The new figures in the composition give fresh evidence of Diurer’s study of Mantegna, at a stage 


which has passed far beyond direct copying. The satyr and the reclining woman remind us of 


figures in the “Bacchanals” and the “Battle of the Sea-Gods” by Mantegna. The woman is clearly 


adapted from the Nereid in the latter engraving who sits on the back of a Triton with a horse’s 
skull in his hand. The profile of Hercules, again, reminds us forcibly of the same Triton, though 
it also resembles St. John in Mantegna’s “ Entombment” (B. 3). Dr. Zucker, of Erlangen, has recently 
pointed out (Repertorium fir Kunstwissenschaft, xx., 41) that the whole figure of this so-called 
Hercules (or, as he thinks, Mercury) is taken from a splendid drawing by Durer himself, dated 
1495, after an unknown Italian original, probably by Pollaiuolo, which was published for the first 
time in Dr. Lippmann’s edition of Durer’s Drawings, IV., 347 (Bonnat Collection, Paris). This 
drawing represents the “Rape of the Sabines.”. The man to the left, carrying a woman in_ his 
arms, is the model which Durer has used again here, reversing the action, so that the right arm 
and left leg of the drawing have become the left arm and right leg of the engraving. The two 
other limbs did not serve Diurer’s purpose, and their position is quite changed. But with all this 
combination of earlier studies, Dwtrer does not incur the charge of plagiarism, for his genius has 


transformed and blended the whole into a new masterpiece, and the excellence of the technical 


execution is all his own. 


WOODCUTS. 


XV. 


A. DURER. Samson and the Lion... 2. 
Reproduction from the impression in the British Museum (Mitchell Collection). (15% x 11in.) 


BHIS is one of the large woodcuts which form a distinct group at the com- 
mencement of Durer’s work on wood, before the publication of the Apocalypse. 
Of this group it is not one of the earliest, and may be dated perhaps 


about 1497. 


XVI. XVII 
A. Durer. The Beheading of St. John the Baptist. isto. 3. 125. 


A. DURER. Salome with the Head of the Baptist. isi. B. 126. 
Reprodudtions from the originals (7% x sin.) in the collection of Mr. G. Mayer, formerly im the 
Ashburnham Library. 
XVIII. 


A. DoreR. Lhe Virgin Crowned by Angels. 1518. 3.101. 


Reprodudtion from the original (11% x 8'in.) in the ‘British Museum (Mitchell Collection). 


XIX. 


A. Durer. Portrait of Ulrich Varnbuler. 1522. 3B. 15s. 


Reproduction from the original (17 x 12%in.) in the British Museum, from the Mitchell Collection. 


The drawing of Varnbuler from which the woodcut was made is in the Albertina. Varnbuler 
was a learned friend of Pirckheimer and Erasmus, who had been, since 1507, Protonotary of the 
Supreme Court of the Empire, and became Chancellor in 1531. Durer probably drew his portrait 
while the Diet was sitting at Nuremberg in 1522. It is by far the finest of his portraits on wood. 


The impressions in chiaroscuro, formerly much prized by collectors, are of quite late date (17th 


century. ) 


XX. 


UnkNown Artist. Portrait of Charles V. at the age of 18. 
Reproduction from the unique impression in the Dresden Cabinet. (14% X 7%in.) 


This woodcut has on insufficient grounds been attributed to Dtrer. It is the earliest and 
best of three woodcuts which were made from the same design. This version, with the date 
1518, is only known to exist in the single impression at Dresden from which our reproduction was 
made, and it is not described in any of the standard books on Durer’s works. The second 
version is signed at the end of the text: “Jost de Negker zu Augspurg, 1519,” and was therefore 
cut, or at least published, by the famous wood-engraver who had taken the leading part in all the 
splendid works commissioned by Maximilian I. In this woodcut, which ends in a round arch above, 
the face looks older; the cheeks are less rounded, the chin longer. An impression of this cut,:on 
vellum, handsomely coloured and gilt, but unfortunately mutilated, is in the British Museum. — It is 
very rare. The text gives Charles the title, “King of the Romans,” and the cut must therefore 


have appeared after 28th June, 1519, the date of the election, for Maximilian’s efforts in 1517 to 


secure the title, and with it the succession, to his grandson, were unsuccessful, and Charles could 
not bear this title till he was elected to the Empire. In fact he only bore it by courtesy till he 
was crowned King of the Romans at eee on 23rd October, 1520. He was not crowned 
Emperor till 1530, when the ceremony took place at Bologna instead of Rome. The third version 
of the cut, of which quite late impressions were taken, is also dated 1519. It describes Charles 
as King of Spain, but places the double eagle and imperial crown over his head. It is a close 
copy, as far as the figure itself is concerned, from Jost de Negker’s cut, but is less artistic in 
execution. It has no architectural frame. To this inferior version the monogram of Durer was 
fraudulently added at a late date. 

The question, to whom the original drawing can be attributed, is a very difficult one. 
Thausing, in his life of Durer (Engl. Transl. II., 158), says that the woodcut (i.e., the version dated 
1519, described above as the third), was made from a sketch by Durer in 1519, intended in the 
first instance for a medal ordered by the Town Council of Nuremberg. But if Baader (Beitrage, tl; 
39) is to be trusted, the whole transaction took place in 1520. At any rate the date 1518 on the 
Dresden cut, made, be it observed, from the same drawing as the other, is enough alone to dispose 
of Thausing’s story. That Durer made a sketch of Charles V., and that a woodcut (not now to 
be recognised) was actually made from it before 4th June, 1520, is true; but the latter cannot 
have been this woodcut, or the former the sketch from which it was made. 

The text states that the portrait was drawn from life in 1518. In that year Charles was still 
in Spain; in fact he remained there till 22nd May, 1520, when he first visited England, then stayed 
in the Netherlands till he travelled to Aachen for his coronation in October. It would seem, 


therefore, that the portrait must have been originally taken by some artist attached to the Spanish 


Court, though it was, no doubt, sent to Germany and cut on the wood either at Nuremberg or 
Augsburg. The name of Christoph Amberger has recently been suggested (by H. A. Schmid) 
as the designer of the woodcut, but this attribution is not likely to find acceptance. The portrait, 
whoever drew it, is one of singular charm, and the attribution to Durer has done his reputation 


no injury. 


XX]. 
ALBRECHT ALTDORFER. Lhe Holy Family at the Fountain... 59. 
Repoduction from the impression in the British Museum (Mitchell Collection). (9 x 7in.) 


Albrecht Altdorfer, painter, engraver and architect, one of the most original artists of 
Durer’s time, and chief of the Bavarian School, was born probably about 1480. Nothing is known 
of his early life. He settled at Regensburg .(Ratisbon), and remained there as an_ influential 
citizen and architect to the municipality till he died in 1538. His keen interest in architecture 
shows itself in many of his engravings, but nowhere more strongly than in the delightful 
woodcut here reproduced. He was also a born painter, and a pioneer in the development of 
landscape, both in painting and etching. He was fond of romantic scenes, mountains and pine 
forests, sunsets and stormy skies. We see the painter, not the mere draughtsman, in the 
picturesque lighting and composition of his designs in black and white. He engraved and 
etched more than a hundred plates, many of which are devoted to ornament (Altdorfer was a 
collector of silver cups), others to religious and mythological subjects. In the latter he shows 
the influence of Italian art, not the great art of the Quattro-Cento which Durer studied, but the 
art of Marcantonio. In this part of his work Altdorfer ranks with the Little Masters, and not 
with the best of them. He is more truly German and original in his woodcuts, about seventy 
in number, of which forty form a connected series: “The Fall and Redemption of Man.” Unlike 
most of the artists of his day, he did not illustrate books. | Recent criticism has attributed to him, 
with great plausibility, a share in the Triumphal Procession and Triumphal Arch of Maximilian, in 
the latter of which the older critics saw one hand only, that of Durer. He is not known to 
have had personal relations with the Nuremberg Master, but it is clear that he learned much from 


him, though he does not approach him in his drawing of the human figure and countenance. 


XXII. 


HANS SPRINGINKLEE. St. Wilgefortis and the Fiddler. 1s:3. 


Reproduction from the impression in the Bodleian Library, Oxford. Douce Collection of Woodcuts. 
Oolx IV, NO. 13. {114 X Bin.) 


Springinklee was a pupil of Durer, in whose house he lived at Nuremberg. Nothing is 


known of his biography. He is said by tradition to have died in 1540. He is best known by his 


two sets of illustrations to the Hortulus Animae, first published in 1516 and 1518 respectively. He 
also illustrated various editions of the Bible in Latin and German published at Lyons and 
Nuremberg, 1520-1524. He took a considerable part in the execution of the monumental woodcuts, 
the Triumphal Procession and Triumphal Arch of Maximilian I.; but his contributions to these are 
not signed, and have only been determined by recent criticism. He drew two illustrations for the 
Weisskunig, the worst in the book. His single woodcuts are rare. The dates on them range 
from 1513, in the present instance (an earlier date by two years than can be assigned to any 
other of his works), to 1522. 

Against the right-hand wall of a chapel, lighted by a round window, is an altar, on which 
are two lighted tapers. Between them is the image of the crucified Virgin-martyr, who is nailed 
by the hands only to a beam. A bent rod, forming an almost complete circle and ending in two 
fleurs-de-lys, passes behind the beam, and forms above it a limit to the rays which proceed from 
the saint’s head. The image has a richly-jewelled crown, and is represented with a beard and 
long hair, and features which resemble the traditional countenance of Christ. The long robe with 
full sleeves is confined at the waist by a girdle, and falls to the ankles. On the left foot is a 
jewelled shoe. The fellow to it has dropped off the right foot and lies on the altar. On the 
step before the altar kneels a man playing the violin, and looking up at the image. Behind him 
kneels a woman in the Nuremberg head-dress, familiar in the works of Durer, holding a_ rosary. 
Two men are less distinctly seen beyond her. Against the near end of the altar is a child-angel, 
holding a blank shield, and on the floor below are Springinklee’s usual monogram and the date 
1513. The monogram is surrounded by rays, as if it were a sacred emblem. 

No other impression of this woodcut has been described. The original at Oxford is in 
perfect preservation, but is not a very early impression. The border has broken away on the left 
side, and the contents of the shield have been removed from the block. For an early work of 
the artist the drawing on the whole is remarkably good, and greatly superior to his designs for 
the Weisskunig. The weakest part of the design is the angel, which recalls the cut attributed to 
Wolf Traut on the last page of Strabi Fuldensis Hortulus, Nuremberg, 1512. The drawing of the 
wall and of the curtains shows the influence of some of Durers woodcuts of the year 1511, 
while the round window is borrowed from the Master’s Life of the Virgin. | The drawing of the 
nose is very characteristic of Springinklee. 

The following legend of St. Wilgefortis and the Fiddler is literally translated from a German 
broadside of about this date in the Munich library, with a woodcut by Hans Burgkmair, headed 
“Sant kumernuss. Mirabilis deus in sanctis suis” (Facsimile in Hirth and Muther’s Meisterholz- 
schnitte, Munich, 1893, No. 87.):—‘“ There was a heathen king’s daughter, who was fair and wise. 
Therefore a heathen king desired her for a bride, which grieved the maiden sorely, for she had 


chosen God for her spouse. That made her father wroth, and he put her in prison. Then she 


called on God in the prison and prayed Him to come and help her. This came to pass, and 


God came to her in the prison and comforted her. Then she desired that He would transform 
her to such a shape that she should find favour with none on earth, but with Him only, and 
that He would make her form such as should please Him best. Then He transformed her and 
made her like unto Himself. When her father beheld this, he asked her why she looked so 
strangely. Then spake she: ‘My Spouse, whom I have chosen, hath made me so’; for she 
would have none other than the crucified God. Then her father waxed wroth and said: ‘Thou 
shalt die on the cross, even as thy God.’ Of that she was fain, and she died on the cross. 
And him who calls on her in sorrow and tribulation, she helpeth in his need. And her name ts 
Kuminis, and she is called St. Kumernuss (Sorrow), and lies in Holland in a church called 
Stouberg. There came a poor fiddler before the image and played his fiddle so long that at last 
the image on the cross gave him a golden shoe. He took it and carried it to a goldsmith, and 
would have sold it. Then spake the goldsmith: ‘I will buy none of it; thou hast surely stolen 
it Then answered he, ‘Nay, the image on the cross hath given it to me.’ That would no 
man believe, and they cast him into prison and would have hanged him. Then the fiddler 
prayed that they would lead him again to the image. They did so, and put the golden shoe 
again on the foot of the image; then played he again as before. Then the image on the cross 


let fall the shoe again. At that the fiddler was right glad, and thanked God and St. Ktmernuss.” 


St. Wilgefortis was also known by the Latin name of Liberata, and this was translated 
into various languages. The saint was venerated in Aquitaine as Ste. Livrade, in Germany as 
St. Gehulf and St. Ohnkummerniss, or in shortened form Ktmmerniss (Kimernuss); in Belgium as 
St. Ontkommer, and in England (according to Cahier) as St. Uncumber. (An antiphon and prayer 
to St. Wilgefortis are to be found in a Sarum Manual). All these names, like the Latinized forms, 
Kuminis and Cumerana, refer to the virgin’s miraculous deliverance from the dreaded marriage. 
The growth of a beard for the protection of chastity is related also of other saints. St. Wilgefortis 
is said to have been the daughter of a king of Portugal, and her suitor a king of Sicily. She 
was venerated in Spain and Portugal, and the cities which claim to be the place of her burial are 
as many as disputed the birth of Homer. Those who are curious on the subject may find full 


details in the Bollandist Acta Sanctorum, July, Tom v. Jul. 20, pp. 50-70 (Edn. of 1868). 


Cahier (Caractéristiques des Saints dans lart populaire) is inclined to believe that the legend 


was entirely derived from the famous crucifix in the Duomo at Lucca, known as the Santo Volto. 


This crucifix of cedar-wood, according to the legend, is the work of Nicodemus, the face 
only having been finished by an angel while Nicodemus was asleep, since miraculous intervention 
was required to secure the accuracy of the likeness. It is said to have arrived mysteriously at Lucca 
in 782 A.D. William Rufus swore by it habitually; Dante alludes to it, Inf. xxi, 48. It has 


never ceased to be an object of great veneration. A beautiful shrine was erected for it in the 
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15th century by Matteo Civitale, and the image itself is now enclosed in a precious case, and only 
exposed at high festivals. 

Cahier’s hypothesis that the legend of St. Liberata is only a northern corruption of the 
legend of the “Santo Volto,”#the image with its long robe being taken in the course of time 
for a crucified woman, was anticipated as early as 1687 by Baron H. J. de Blun, of Prague, 
in his letters to Papenbroeck (Boll. AA. SS. Jul. v. 59). The cut by Burgkmair, mentioned above, 
may be thought to confirm this view, for it bears the inscription ‘Die Bildnus zu Luca,” cut on 
the block, but not alluded to in the text. It is possible, however, that Burgkmair did not intend 
to represent St. Wilgefortis at all, but the original story 
about the Lucca Crucifix, which is given as follows by 
Angelo Rocca, Bishop of Tarasti, in his book, De Particula 
ex Pretioso Ligno Crucis, Rome, 1609, p. 41:—‘‘The shoes of 
the said image are of silver, but gilt, marked with a cross. 
The image itself is related to have miraculously thrown 
off the right shoe towards a certain man who prayed to 
it for help. Thereupon, the heel being left bare (for it 
could never be made to receive the shoe again) an un- 
consecrated chalice was placed to support the foot instead 
of the shoe, as ‘may be seen to this day, and the price 
of the shoe was given to that man who had implored 


the aid of the crucifix.” The violin does not belong to the 


story as related here, but an etching by A. Bouvenne 


Fig. 3.—THE ‘‘SANTO VOLTO”’ AT LUCCA. 
From an Italian Woodcut, in Rocca, De Particula, etc., 1609. (Revue de VArt Chrétien XK. 1866, p. 113) from part of an 


ivory triptych of the 13th century, shows a musician kneeling before a crucifix which has the chalice 
under the right foot, and must therefore be the Lucca rood, and not St. Wilgefortis, as Bouvenne 
interprets it. If Burgkmair’s cut was originally intended for St. Wilgefortis, he has chosen a 
different moment in the story for illustration, viz., the original gift of the shoe, for the fiddler is 
alone, whereas Springinklee has introduced three witnesses, thereby showing that the repetition of 
the miracle is represented. 

The only other representation of St. Wilgefortis by an artist of any importance is the 
engraving of her martyrdom by Adriaen Collaert, No. 45, in Ricci’s Triumphus Jesu Christi Crucifixi, 
Antwerp, 1608, a collection of all the saints whose martyrdom was by crucifixion. Indifferent 


engravings of the saint, with and without the musician, are to be found in the Acta Sanctorum. 
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DURER’S “FEAST OF THE ROSE-GARLANDS.” 


The Original Picture and the Copies. 


ae 


URER’S “Feast of the Rose Garlands,” or “Institution of the Rosary,” as it is 
sometimes, though less correctly called, and the circumstances in which it was 
painted, have been so recently described by Mr. Lionel Cust (“ Portfolio,” Jan. 


1897), that I need not go into the matter in detail. I will only mention a 


few facts about the picture which are of interest, and then pass on to 
its history, and give a short account of the stages by which it arrived at its present lamentable 
state of decay. 

The original picture was painted by Durer, at Venice, in 1506, for the altar of the 
German nation in the chapel to the left of the high altar in San Bartolommeo, close to the 
Fondaco de’Tedeschi, headquarters of the German merchants, which was destroyed by fire in 
1505, and rebuilt during that year by the architect eae probably a native of Augsburg. 
His portrait, the drawing for which is at Berlin, is introduced holding a square on the extreme 
right of the picture, behind the man holding a rosary. We see Durer influenced by his Venetian 
surroundings—the angel with the halo especially recalls Bellini’s great picture painted for San Zaccaria 
in 1505—but remaining German to the core. He bestowed great pains on the work, for he was 
put on his mettle by his Venetian rivals, who said he was a good engraver but no colourist. 
He began the grounding of his picture and the studies for details in January.. The actual 
execution of the picture took him five months, and it was not completed till September, his own 
portrait in the new French mantle of red and black being the last figure inserted. The ecclesiastic 
with a cardinal’s hat hanging on his back, on whose head St. Dominic is placing a wreath, is 
almost certainly Cardinal Domenico Grimani (1461-1523), Patriarch of Aquileia, a collector and patron 
of art. The other ecclesiastic behind Julius II., from his prominent position and violet dress, is 
probably the Patriarch of Venice, Antonio Suriani, who was patron of the Church of San 
Bartolommeo, though he does not hold the patriarchal cross. Durer speaks in one of his letters 
to Pirckheimer of “the Patriarch,” which would naturally mean the Patriarch of Venice, visiting his 
studio, in company of the Doge, when the picture was nearly finished. None of the laymen 
on the right, except Maximilian himself, can be identified: with certainty, though many names have 


been suggested. They are no doubt members of the German community at Venice. The figure 


beside Durer, however, bears some resemblance to Pirckheimer, who was living at Nuremberg. 


A reason for the selection of the subject may be found in the legend which ascribes the invention 
of the rosary to St. Bartholomew himself, patron-saint of the church, who is said to have used it 
in his devotions a hundred times each day and night: but in the picture itself Durer adheres to 
the more familiar attribution of this form of devotion to St. Dominic. Confraternities of the Rosary 
had sprung up all over Germany since 1475, when the Dominican, Jacob Sprenger, founded the 
first at Cologne. 

The earliest mention of the altar-piece, after Durer’s own letters, is by his friend Christoph 
Scheurl in 1508. From that date onwards to 1593 it is mentioned by Vasari (1550), Doni (1552), 
Sansovino (1581), and others as being still in its original place. At some time, of which there is 
no exact record, between 1593 and 1604, the picture was purchased by the Emperor Rudolph _IL., 
a keen admirer of Durer’s works, and removed to Prague, being carefully packed and carried all 
the way, according to a tradition preserved by Sandrart, slung on poles on the shoulders of 
porters, to avoid the talk of a jolting waggon. Its place in San Bartolommeo was Supplied by 
Rottenhammer’s Annunciation. 

The first inventory of the contents of the palace at Prague which mentions. Durer’s picture 
(cod. 8196 in the Imperial Library, Vienna) is not dated, but is ascribed to the year 1600 or 
Shortly before. Carel van Mander describes it in the first edition of his Schilderboeck, 1604. 
During the troubles of the Thirty Years’ War it was probably among the works of art which were 
hastily removed from Prague in 1631, to Vienna or Budweis, and taken back in 1633, and it may 
have been on this occasion that it received its first damage, for it is mentioned in the inventory 
of 1650 (if not already in those of 1635 and 1644) as already damaged. At any rate it escaped 
the fate. which befel many of Rudolph’s pictures, of being carried off by the Swedes in 1648. 
In 1663 the painter Screta applied for payment for the restoration of pictures (among them one by 
Durer) injured in 1661, but the total sum was so small (25-30 florins) that no very extensive 
repairs can have been needed In an inventory of 1718 this picture is definitely described as 
“so ganz verdorben;” again: in 1737, “so ganz ruinirt;” 1763, “ganz ruinirt.” It was mentioned 
again in 1764, but mot in the very accurate inventories of 1773 and 1777. At some time after 
1764 it seems to have been put away and forgotten, perhaps in some lumber-room. There was 
a tradition at Strahow in 1840 that the picture had served to Stop a gap in a roof. In 1780 
enquiries were made for the picture, but it could not be found. In 1782 it turned up again, a 
month too late for an auction of pictures from the Imperial collection which took place in May. 
It was sold separately and purchased by the Postmaster Fillbaum, whose heirs sold it in 1793 
for 22 ducats (apart from the frame, which was sold subsequently for 100 gulden) to the 
Premonstratensian Convent at Strahow, near Prague, to which it. still belongs. |The picture was 
forgotten again, and once more came to light in 1835, when it was engraved and attracted much 
attention. In 1837 Waagen treated with the Abbot for its purchase on behalf of the Berlin 


Museum, but the negotiations fell through. Before this time the picture, while lent to an amateur 
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to copy, had been seriously injured by damp and ignorantly restored. The Abbot was resolved to 
have a thorough restoration carried out, and entrusted the work to the painter Johann Grusz. 
Before it was begun two tracings were made of the picture, one of which is in the Albertina, and 
very careful records were kept of the manner in which the restoration was carried out. It was 
begun on arst July, 1839. It was found that at least two clumsy restorations had been made 


previously, and Grusz wished to confine himself to removing the damage caused by these, The 


Fig. 4. THE ‘‘ FEAST OF THE ROSE GARLANDS,’’ PRAGUE. 


Abbot, however, would not be satisfied with anything short of repainting the-lost parts of the 
picture, and this was at length done and completed by 31st October, 1841, when the picture was 
publicly exhibited for a week along with a very accurate copy made by Grusz during the progress 
of the repairs and now preserved in the convent. The chief parts of the picture which were 
repainted at this time were the Virgin’s entire head and the upper part of her body, the Child 
Christ, the cherubs holding the crown, and the head of the angel playing the lute. The Virgin is 
said to resemble the painter’s daughter, but he professed to have made a careful study of 


Durer’s madonnas in order to preserve his style, and certainly a comparison with the old copy 
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does not reveal any great alteration of type. Numerous patches were inserted all over the picture, 
but the portraits of the Pope and Emperor, some of the other faces, and the landscape and sky 
are said to have escaped any serious injury. 

The picture (5 ft. 3¥in. x 6ft. 4%in., on panel) is still in the Monastery of Strahow at Prague. 

Only one copy has hitherto been known, agreeing closely with the original, which is older 
than that made by Grusz in 1840. This is in the Imperial Gallery at Vienna (No. 1508), and is 
derived from the collection of Rudolph Il. 

The other copies, three in number, agree with one another, but differ widely in dimensions 
and in details from the original. St. Catherine has been substituted for the Pope and an angel 
for St. Dominic, while a lady has been introduced under the protection of St. Catherine. The 
best picture of this group, in the Lyons Museum, is perhaps the original from which the other 
two, in the collection of Dr. Johann Urban, at Prague (in 1885), and in the Schloss Ambras 
Collection, now at Vienna (ascribed to the second half of the 17th century), were derived. 

Dr. Neuwirth has lately (Repertorium fur Kunstwissenschaft, XIX., 346) described a copy, 
or rather adaptation, of a third type, in which the group of the Virgin and Child under the 
canopy, the cherubs holding the crown and the angel with the lute are retained, but only two 
other persons are introduced, a kneeling man and a Pope as his patron, whose vestment has 
the same ornaments as that of Julius in the original. This picture is in the Ferdinandeum at 
Innsbruck, and is ascribed to Martin Polak (d. 1632). 

It will be seen from this account of the vicissitudes which the original has gone through, 
that the only copy known to have been painted before the picture left Venice in unspoilt beauty, 
a copy too, which is itself in almost perfect preservation, is of considerable value as a record: of 
even greater value perhaps than the copy by Juvenel at Frankfurt of the Heller altar-piece, which 
perished by fire at Munich in 1674, since the Frankfurt copy is itself much damaged. 

The copy which is reproduced in Pl. I. was described by Heller (Leben u. Werke Durer’s, 
1831, II., 248) who had seen it in 1821 in the Palazzo Grimani-Spago at Venice. It was also 
seen (when?) by Waagen, who described it (Deutsches Kunstblatt, 1854, p. 201) as a faithful copy, 
evidently painted in the 16th century, which passed at Venice for the original. When Thausing 
wrote, this copy had long disappeared, and Dr. Joseph Neuwirth, in his careful monograph, 
Albrecht Durer’s Rosenkranzfest, Prag, 1885, (to which I am indebted for almost the whole of the 
account of the picture given above) laments its loss, and says that its discovery would be of 
great importance as a witness to the original state of the altar-piece itself. 

The copy was purchased in 1839 from Count Grimani, the head of a branch of the family 
now extinct, by John Benjamin Heath, F.RS., F.S.A., Italian ‘Consul-General in England, and 
afterwards Baron of the Kingdom of Italy. It was bought at the sale of Baron Heath’s collection 
at Christie's on 8th March, 1879 (Lot 134), as the original Durer, by John Bayliss- Esq., 


of Westergate House, Kingston, by whom it was presented to his daughter, the wife of 
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A. W. Miller, Esq., of Woodlands, Sevenoaks, its present owner, by whose kind permission we 
have reproduced the picture. 

It is on canvas, and its dimensions are within an inch or two those of the original 
(sft. 2in. x 6ft. A4in,). Since it left the Heath Collection it has been carefully cleaned, but in no 
way restored. The only parts which are not in perfect preservation are the crown over the 
Virgin’s head, which is worn and indistinct, and part of her dress above the waist. The colours 
agree closely with those of the original as described by Neuwirth, except that the dress of the 
Virgin is uniform in tint (a deeper blue, probably, than in the repainted original) and not varied 
by a white stomacher, while the cope of Julius II. is of a warm red which could hardly be 
described as “zart rosa.” A_ difference is noticeable in the expression of two persons, the 
ecclesiastic who kneels behind the Pope, and the knight in armour behind Maximilian. Both in 
the original look up towards the Virgin, whereas in the copy they gaze straight before them. 
A fly, which was, no doubt, in the original, but has disappeared, is preserved in the copy. 
The copyist has had the good taste not to put Durer’s signature on the picture. The sheet of 
paper held by Durer is left blank, and there is no trace of a signature anywhere. 

When or by whom the copy was painted, it is impossible to say with certainty. The 
sale catalogue of the Heath Collection says “painted about 1510 for the (Grimani) family.” This 
statement is of no authority, for it professes to apply to the original picture. It is possible that 
Domenico Grimani may himself have given a commission. for a copy of the picture in which his 
portrait appears. There is no evidence more to the point than the statement of the “Anonimo 
di Morelli,” p. 77, describing the Cardinal’s collection under the date 1521, “sono ivi ancora di 
Alberto Durer.” But the plural “sono” suggests rather a series of Durer’s engravings or woodcuts 
than a picture, whether original or copy. It is more probable that the copy was painted at the 
time when the original was about to be removed from Venice, and that it was placed at once in 
the Grimani palace built by Antonio Grimani, nephew of -the Cardinal and also Patriarch of 
Aquileia, near Sta. Maria Formosa, where it remained till Antonio’s fine collection of works of art 
wis dispersed in the present century. It is very likely that a Venetian collector would wish to 
have a copy of so famous a picture, connected as it was with his own family, before it left 
Venice for ever, just as the citizens of Nuremberg procured a copy of the All Saints’ altar-piece 
when they parted with the original to Rudolph II. in 1585, and as the Assumption of the 
Virgin was feplaced in the Dominican Church at Frankfurt by Paul Juvenel’s copy when the 
original was sold to the Elector Maximilian of Bavaria in 1615. There is no artist more 
likely to have painted the copy than Johann Rottenhammer (1564-1623), the German pupil of 
Tintoretto, who was living in Venice at the time, and painted the Annunciation which replaced 
the Feast of the Rose Garlands over the German altar. He is known to have copied at least 
part of the picture, the portrait of Durer himself, which Lucas Kilian engraved and published in 


1608, with the following inscription: 


21 


7 
q 
a 
7 


at 


Il. 
IV. A. DURER. 


A. DURER 


PORTRAIT OF HIMSELF, AGED 13. 


ALBERTINA, VIENNA. 


DEATH RIDING. BRITISH MUSEUM. 


VI. 


A. DURER. 


HEAD OF A CHERUB. 


KUNSTHALLE, BREMEN. 


gt PIO Bia, ne 


KUNSTHALLE, HAMBURG. 


THE DEATH OF ORPHEUS. 


Vv. A. DURER. 


SSS 


M1 
; i 
1 
y 

{ | 

444 
3 

i 3 mu } 1 f . 2 
i 1. + ry see a 
5 Li fer 


eer Seg SE 
7 


¥ 
ty 
SESS 


ae 


So 


Y 
yj 
Y 
Y 
4 


Y Yj Yi Go 
PY} 


Uy 


4 
iy | 
Ta 
3 : 
| 
. “ p> 7 
! | 4 2 
eer Se | | 
: * 
| 9) 4 2 pe 
; 3} 
J : 
' f . 
| | 
; 
t 
( 
| E 
| 
: x paz toe, 
\ \ 
vl 
a! 
‘ 3 Ea 
ay fam f 
; : | 
! a 
ili 
2 \ 
ee tie 
(e) 
N 
Z 
w 
at 
Oo 
ee 
(Le 
(e) 
= os ae fe, = 
ra 
a 
] 
t& 
<= 
a 
| | 
| | 
w 
| | 
2 9 
< 
= N 
— SZ 
| . : | | 2 n O 
: : = 1S) 
x 9 
m oO 
= 
2 > 
z Oo 
f 
| 
O A 
< 
| . 
ec 
eo 4 
ay 
| 
| | 
2 2 
es < 
| 
| | 
Ss . 
mo< 
iL 
5 1) 
ios 
2 © 
1S) e) 
Aa = 
ae) 
x< WY 
; ; 
= Ps 
— a 
> 
q 
e) 
; 


PRADO GALLERY, MADRID. 
Photograph by Braun, Clement & Cie., Dornach, Paris, and New York.) 
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